Ascending Cadence Gestures, A New Historical Survey, Part 2f: to 1650, addendum 2 by Neumeyer, David
Ascending Cadence Gestures, A New Historical 
Survey, Part 2f1: to 1650, addendum 2 
David Neumeyer 
Professor Emeritus of Music 
The University of Texas at Austin 
June 2020 
Abstract: 
Part 2f of a multi-part essay gathers additional compositions with ascending and 
upper-register cadence gestures in European and European-influenced music 
before 1650. Compositions include instrumental and vocal music by Arcadelt, 
Banchieri, Cazzati, Hammerschmidt, Marenzio, Quagliati, and Rusca (among 
others), as well as music from volumes published by the houses of Gardano and 
Vincenti. The document is in three files, Parts 2f1, 2f2, and 2f3.
 Unless indicated otherwise by note or citation, nothing in this file has been published previously, 
with the exception of referenced and unreferenced material that has appeared in other essays of 
mine published on the Texas ScholarWorks platform or in my blogs. Musical examples come from 
public domain sources, most of them downloaded from IMSLP (http://imslp.org) or the Internet 
Archive. Any figures occasionally drawn from published sources that may still be under copyright are 
condensed, edited, and/or annotated and conform to Fair Use guidelines. The license under which 
this essay is published is: Creative Commons Attribution-NonCommercial-NoDerivs 3.0 United 
States. All new material and the compilation copyright David Neumeyer 2020.
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Introduction 
For background information and discussion of goals and methods, please refer to Ascending 
Cadence Gestures, New Historical Survey, Part 1: Introduction: link to Part 1. That file also 
contains a bibliography (with abstracts) of all my essays on ascending cadence gestures. The 
introduction to Part 2e lists a narrower selection of the essays (with abstracts) that are 
significantly concerned with early—that is, pre-eighteenth century—repertoire: link to the 
first supplement (Part 2e). 
The present document is a second supplement to Ascending Cadence Gestures, New Historical 
Survey, Part 2: European Modal Music (to 1650) (May 2019): link to Part 2a-d; link to the first 
supplement (Part 2e). After posting the four files for Part 2 on the Texas ScholarWorks 
platform, I continued to find examples in the early repertoire, even as I began work on Part 3, 
which will cover the period from 1650 to 1780. The first product of this additional effort was 
Part 2e, which includes seventy compositions, among them psalm settings by Le Jeune and 
Schütz, sacred songs by Henry and William Lawes, music from Felipe Pedrell’s historical 
anthology of Spanish organ music, keyboard music by Trabaci, and instrumental ensemble 
music by Buonamente, Merula, and Turini.  
Part 2f grew out of searches in IMSLP on the publishing houses Gardano and Vincenti; other 
items are mostly the result of category searches, including “canzona” and “2-voice 
compositions” filtered by “first published in the 17th century.” 
The sequence is basically chronological but with significant exceptions. Section 1 has work 
from the music publisher Gardano, 1539-1625; section 2 additional pieces from the sixteenth 
century; section 3 music published by Giacomo and Alessandro Vincenti, 1584-1622. In 
sections 4 & 6 are additional vocal and instrumental titles, 1601-1648, respectively. Section 5 
has work published in the year 1616. Section 7 has nearly 50 additional titles found since 28 
May 2020, when a search on Melchior Franck expanded to other composers. 
It is important to remind the reader that my long running documentation project, which has 
been intermittently active for more than twenty five years now, began as a search for 
ascending cadence gestures that could be interpreted as finishing a Schenkerian ascending 
Urlinie. At the time this included what I called a “mirror Urlinie” (from ^8 down to ^5 then 
returning to ^8) and a “neighbor-note Urlinie” (on ^8 with notes moving around it). In more 
recent years—influenced in part by the publication of my essay on proto-backgrounds (2009), 
the project has evolved to focus more substantially on ascending and upper-register 
structural-cadence gestures, irrespective of any Schenkerian reading.  
For early compositions, such as those in all the files of Part 2, including the two supplements, 
a further—indeed essential—factor is the modal ambitus and the position of the cadence. I 
have written about this several times, most recently in the introduction to Part 2e. I should 
note, however, that in the work that has produced the current supplement file I have 
retreated somewhat from earlier assessments of individual compositions in that I have 
focused on cadence gestures that are both ascending and upper-register.  That focus is not all-
encompassing, however, and the reader will still find in this addendum file examples of what
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 I called “the five endings” (again, see the introduction to Part 2e). These, of course, are in 
addition to the standard PAC reaching ^8 in the uppermost voice with a 6-8 cadenza perfetta 
between that voice and the tenor (preferred). The five are: 
1. “end before the end”: a structural cadence is followed by a shorter passage 
(codetta), often emphasizing what would later be called the subdominant. 
2. “cantus 1 overtopped”: typically by cantus 2 in duets or in music for 6 or more parts. 
3. “expressive highpoint”: the highest pitch comes before the final cadence.  
4. “cantus discantus”: cantus closes on ^5 (rarely, ^3) while lower voices takes the 
cadenza perfetta; most common in vocal compositions with 5 or more parts. 
5. “cantus takes ^3 rather than ^1”: where a standard close to ^1 is clearly expected but 
then diverted in the upper voice’s final note, usually as ^#3. 
Here are examples of each of these, drawn from the repertoire in this addendum.
1. “end before the end”: Jacob Regnart, “Hodie de virgine”
2. “cantus 1 overtopped”: Artusi, “Hor ch’i” 
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3. “expressive highpoint”: Ortiz, Trattado de Glosas (1553), vol. 2: Recercadas Sobre El Canto Llano 
"La Spagna,” no. 2.
4. “cantus discantus”: J. [or 
G.] Casteletti, “O Crux 
spendidior” (1568). In 8 
voices. Cantus 1 closes on 
^5, cantus 2 takes ^2 in the 
cadence (then goes up to 
^3, not down to ^1), and 
sextus (tenor 2) takes ^#7 to 
^8.
5. “cantus takes ^3 rather than ^1”: I have drawn on an example from Part 2e for this. Giovanni 
Battista Buonamente, Sonate, et canzoni a due, tre, quattro, cinque, et a sei voci […], libro VI (1636), 
n16: Canzon quarta [à 4].
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The main result of the work here, as in Part 2e, is further documentation of the presence, 
significance, and character of ascending and upper-register cadence gestures in European 
music of the sixteenth and, especially, the seventeenth centuries. A total of nearly 200 
compositions are now added to the more than 340 already cited from this period. (For a 
complete list of titles in all files of Part 2, see the Appendix.) 
I wish to emphasize that—largely in common with the earlier essays of Part 2—the present 
file is not meant as analytical or interpretative demonstration in the common contemporary 
mode of music studies (music theory and musicology). Rather, the point is in the number of 
pieces, the fact that they exist, and their presence in well-known collections that were widely 
available and saw significant use by musicians and the teachers of musicians. Indeed, much 
of what I intend to say of an analytical or interpretative nature has already been said in 
earlier essays, so that there is very little commentary here; for many examples, the reader 
will find only annotated scores. 
      * * * 
I have taken the score sources as they are,* which is to say that I have not attempted to locate 
modern editions** nor have I done any musicological research to verify information, correct 
errors, etc., nor, with one important exception, have I consulted the secondary literature. 
That exception is Frank Heidlberger’s wonderful exemplar of serious traditional scholarship 
in Canzon da Sonar: Studien zu Terminologie, Gattungsproblematik und Stilwandel in der 
Instrumentalmusik Oberitaliens um 1600 [Canzon da Sonar: Studies in Terminology, Genre 
Issues, and Style Change in the Instrumental Music of Northern Italy around 1600] (2 vols; 
2000). I am also duly appreciative of the coincidence that brought me a copy of this work 
from Basileia Books, an antiquarian book dealer in nearby Andover, Massachusetts. It was 
the only copy available for sale in the United States and was originally in the library of 
Jeffery Kite-Powell, professor of musicology in Florida State University, now emeritus. 
Finally, I am grateful to those musicians who have created scores in modern notation for 
some compositions from this era and who have uploaded those to IMSLP or other sites 
under a Creative Commons license. Only rarely are such scores simply transcription—
virtually always editorial judgments, small and large, are involved. Those whose work is 
included here are Andrea Bornstein, Renato Calcaterra, Andrea Friggi, Allen Garvin, 
Thomas Gettys, Lorenzo Girodo, Pierre Gouin, Hans Mons, Daniel Van Gilst, Klaas Spijker, 
and André Vierendeels. My apologies for occasional condensing and excerpting. Some 
scores later in this essay come from the three Denkmäler series publications of the late 19th 
and early 20th centuries.
—-————— 
* That goes for the source files, also, which vary greatly in quality, from professional scans done by 
major libraries to scans of microfilm printouts. As usual I have done what I can to make them all 
readable, with the help of tools in Thorsten Lemke’s GraphicConverter program. 
** As I have noted in several previous essays, I retired several years ago and now live in an area 
where I do not have easy physical access to a research library.
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§1. Music published by Gardano, 1539-1625 
Jacob Arcadelt, Il vero secondo libro de madrigali d'Arcadelt novamente stampato (1539) 
Source: IMSLP; digital facsimile from the Münchener DigitalizierungsZentrum. 
To begin, an example of “cantus discantus,” where the cantus voice is highest but does not 
participate in the cadence (that is, has neither ^7-^8 nor ^2-^1). Here the cantus suggests an 
Aeolian mode (box at the beginning) but the final bars in my notation show that the principal 
mode is Dorian and the cantus climbs steadily to end on ^5.
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Antonio Gardano, publ., Il primo libro a due voci de diversi autori (1553) 
No. 2. Jan z Lublina, Agnus Dei 
Unlike the previous example, this has a clearly defined and maintained Phrygian-mode basis. 
This Agnus Dei is for two tenors: the complete tenor 1 part is given and the final line only of 
the tenor 2 part.
(tenor 2 ending)
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No. 35. Antoine Brumel, Agnus Dei 
Another Agnus Dei, this time for alto and bass. As with the previous example, the entire alto 
part is given, along with the final line of the bass. The mode is once-transposed Ionian.
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Antonio Gardano, publ., Fantasie recercari contrapunti a 3 voci (1559) 
(Library source unknown) 
M. Adriano, Recercar segondo 
Cadences and their positions (cadence to G, etc.) are shown—example continues on the next 
page. An unusual ascent to the final cadence, in that it is mainly in leaps rather than steps. I 
am assuming ficta will make F4 into F#4.
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M. Adriano, Recercar terzo 
Here, only the beginning and ending of the cantus part. Ionian mode, with a good bit of 
maneuvering in the tetrachord G4-C5 in the final passage.
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M. Adriano, Recercar quarto 
Beginning and ending of the cantus part. Once-transposed Dorian, with an extended, 
recharged scalar ascent to the final cadence on G4. Ficta assumed to make F#4.
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Antonio Gardano, publ., Novi thesauri musici 1 (1568) 
Source: IMSLP; digital facsimile of a copy in the Österreichische Nationalbibliothek. 
M. Zapfelius, “Veni redemptor” 
Cantus 1, part 1, beginning, then all of it for part 2, which closes with an ascent to a cadence on 
G5. Ficta assumed to make F#5.
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J. Regnart, “Hodie de virgine” 
On the next page, see the final bars, full score, in modern notation by Allen Garvin. The 
“alleluias” in the cantus part move back and forth through the octave C4-C5. The structural 
cadence is in the two tenor parts and is a strong ascent (boxed); the passage that follows is 
“ending after the end” with subdominant emphasis and a “cantus discantus” effect.
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M. Des buissons, “Verbum caro factu est” 
The repetitions of “plenu gratia & veritate” sit consistently in the upper tetrachord of the 
Mixolydian ambitus G3-G4. The structural cadence is circled in the bottom staff, another case 
of “ending before the end” after which comes the coda-like subdominant emphasis, but the 
cantus ends on G4 again. See also the final line of the bass (at the bottom of the page).
Bass, final line:
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Antonio Gardano, publ., Novi thesauri musici 3 (1568) 
Source: IMSLP; digital facsimile of a copy in the Österreichische Nationalbibliothek. 
Christian Hollander, “Inter natos mulierum” 
Another case of “ending before the end” where the coda-like subdominant emphasis is clear 
but short. See the final line of the bass (at the bottom of the page)—the cadential “V-I” is 
circled.
Bass, final line:
New Historical Survey, Part 2f1, p. 21
Adriano Banchieri, Il Principiante fanciullo (1625) 
 Seconda Corrente 
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Quarta Corrente
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§2. Additional compositions from the sixteenth century 
Tiburtino, Fantesie, et recerchari a tre voci (1549).  
Library source unknown. 
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Ortiz, Trattado de Glosas (1553): from vol. 1: Examples of elaborated cadences 
Score from the Biblioteca Digital Hispánica project. 
The basic figure is boxed, after which follow 21 examples of ways to perform diminutions. The 
figure is then slightly altered (the first two notes flipped) and 24 examples of ways to diminish 
that follow. I have marked with arrows endings in the upper octave. Most emphasize the 
upper-register close by strongly defined ascending scale figures. Notice also that several 
overshoot G5 to create an expressive highpoint on A5.
Example continues on the next page.
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Ortiz, Trattado de Glosas (1553): from vol. 2: Recercadas Sobre El Canto Llano "La Spagna.”  
Modern notation by Thomas Gettys. 
n2
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n6:
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Adrian Le Roy et Robert Ballard, publ., Chansons à trois parties (1553) 
8. Jean Richaford, “Le rouseé du mois de may.”  Modern notation by Daniel Van Gilst. 
Example continues on the next page.
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17. Hillaire Penet, “Il fait bon aimer l’oisillon” 
Example continues on the next page.
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Example continues on the next page.
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Guilio Gigli da Immola, compiler, Sdegnosi ardori (1585) 
Score source: Bayerische Staatsbibliothek 
Filippo di Monte, no. 1 “Ardo si, ma non t’amo” 
Here the figure at the end is “cantus discantus,” the cadence happening in the final notes in 
the alto and tenor voices, with the bass C3-F3.
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Giorgio Florio, no. 10 “Ardo si, ma non t’amo” 
The set-up for the ending is identical to that of the preceding example.
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Fileno Cornazzani, no. 25 “Ardo si, ma non t’amo” 
Here the structural cadence occurs in the alto and tenor at the long note ending 
“amore” (end of the first box). At that point and also in the subdominant “coda” the cantus is 
“cantus discantus.”
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Ferdinando Pagani, no. 29 “Ardo si, ma non t’amo” 
The ending is a PAC on D and a ficta-generated C#5 in the cantus is assumed. Once again 
the cadenza perfetta is in the alto and tenor, though the former diverts from ^1 to ^#3 on the 
final chord.
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Guilio Gigli da Immola, no. 30 “Ardo si, ma non t’amo” 
The penultimate setting of the poem is by the compiler, Gigli de Immola (the last one, no. 31, 
is by Lassus). The mode is once-transposed Ionian; the ending has the structural cadence, 
and by this time the reader will not be surprised to hear that the cadenza perfetta is in the 
alto and tenor and the cantus is “discantus.”
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Jean de Castro, Chansons, Madrigaux et Motetz a trois parties (1582) 
Library source unknown. 
“Si bien acort” 
The rush of small note values so common in instrumental music throughout this era can be 
found in vocal ensemble music, too—thanks to the ubiquitous “alleluias,” “amens,” 
“laudates,” and similar ritual idioms, it’s actually more common in sacred than secular 
music. Castro does offer one example from the latter here, where the decisive ascending 
scale incorporates small notes heading directly to the final cadence on D5. 
Modern notation by André Vierendeels.
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“Poi che, porto tormento.” 
Apologies for the scan of a poor microfilm printout. Once-transposed Dorian, cadence to D5.
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§3. Music published by Giacomo and Alessandro Vincenti, 1584-1622 
Giacomo Vincenti, compiler, Canzon di diversi per sonar con ogni sorte di stromenti (1588).  
Library source unknown. 
  
Claudio Merulo [de Corregio], Canzona a4 
Cadence in the lower register — circled in the last line — then an “ending after the end.”
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Composer? “Sine tenez.” 
As in the preceding, a 
middle-register close  
(circled) followed by a 
“cantus discantus” 
“ending after the end.” 
Note that in these cases 
the cantus almost always 
ends on ^5.
Claudio Merulo [de Corregio], “Torna crequilon”   Modern notation by Allen Garvin. 
A counter-example—or demonstration that “cantus discantus” “ending after the end” (boxed) 
can be an upper-register afterthought to a lower- or middle-register close (circled).
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Giacomo Vincenti, compiler, Intermedii et Concerti (1591). 
Luca Marenzio, Secund0 Intermedio, Sinfonia. Modern notation by Lorenzo Girodo. 
A simple example of what, in the German tradition, would be called Vordertanz-Nachtanz, 
where a dance is played in duple meter, then repeated adjusted to triple meter. In this case 
that means two very pronounced ascending cadence gestures, occupying a full phrase in each 
case. 
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Vittoria Aleotti, Madrigali a 4 voci (1593).  
Modern notation by Lorenzo Girodo. 
no. 2 “Baciai per haver vita” 
I regard this as an upper-register cadence (there is no doubt about it being ascending!), 
though the bulk of the canto part in the piece lies in the upper-tetrachord G4-C5, reaches 
above occasionally (several times to a cadence on D, as in bars 53-54 here; twice to E5 in a 
point of imitation and the expressive highpoint in a cadence to D5), and below to G4 only 
twice—once for F#4 in a cadence to G, and in bars 57-58 at the beginning of the ascent to the 
final cadence.
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no. 3 “Quante volte invan cor mio” 
In terms of register and mode in the canto part, this is like the preceding. The effect is 
different, though, with an invertible voice pair (see alto-tenor in 39-40, then tenor-bass in 
40-41) helping to generate repeated short ascending cadences to C4 or C5. 
New Historical Survey, Part 2f1, p. 46
no. 13 “Per voi lasso” 
Here are the beginning and the end, the former to help establish the mode as Aeolian, the 
latter to show a very unusual middle- (not upper-)register chromatic and anguished ascending 
cadence gesture, of course, for “a anco la morte mia” (“even my death”). 
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Giovanni Battista Bovicelli, Regole, passaggi di musica (1594) 
Score source: Bibliothèque nationale de France 
From the same pedagogical 
tradition as Ortiz’s Trattado, 
Bovicellis’ Regole offers 
extensive examples of 
passagi (diminutions). The 
first set are for the 
ascending fourth, A4–D5. 
The second set is for the 
fifth D4-A4. In both notice 
the employment of the 
entire octave ambitus as a 
way to develop the figures. 
Here, the ascending fourth 
in scale form, D4–E4–F#4–
G4. 
A brief ascending  figure 
ornamenting the final  
tonic. 
Another series for the 
ascending fourth in scale 
form.
New Historical Survey, Part 2f1, p. 48
As in Ortiz’s Trattado, the Regole 
gives multiple versions of typical 
cadence figures, as here (this 
figure is the same as the first one I 
quoted from Ortiz). Bovicelli 
doesn’t separate his examples by 
number. The points of interest are 
the range employed and the 
substitution of an upper-register 
cadence for the original lower-
register one. 
Examples continue on the next 
page.
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A slightly simpler version 
of the same cadence with 
similar variations. 
Examples continue on the 
next page.
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Bovicelli creates diminutions 
for the cantus voice in 
Palestrina, “Ave verum corpus,” 
which is based on the secular 
madrigal “Io son ferito.” Note 
the extended substitution of 
the upper register for the lower 
in the second system (boxed), 
and the octave leap and upper-
register cadence in the fifth 
system (boxed).
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Ricardo Rognoni, Passaggi per potersi essercitare nel diminuire terminatamente, parte 2 (1594). 
Score source unknown. 
Still another source of multiple variations in diminutions. The first figure is the model, and 
variants are numbered. Total range expanded beyond the octave begins with no. 9, the first 
upper-register close is in no. 11, and all closes in nos. 15-24 are in the upper register.
New Historical Survey, Part 2f1, p. 53
Another series 
with a simpler 
neighbor-note 
cadence C4–B-
nat3–C4, and 34 
variations. 
Examples 
continue on the 
next page.
New Historical Survey, Part 2f1, p. 54
Another 
neighbor-note 
figure with 22 
variations.
New Historical Survey, Part 2f1, p. 55
Luigi Mazzi, Ricercari (1596), Canzon prima (from Heidlberger) 
Beginning and ending, canto only until the last three bars. Cadence in the canto and tenor.
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Giovanni Artusi, Canzonette a quattro voci (1598) 
Source: IMSLP; digital facsimile from Det Kongelige Bibliotek (Denmark) 
“Tra ninfe e tra pastori.”  Transcription for guitars by Anton Höger. “Cantus overtopped.” 
“Hor ch’i fior odorati.” Transcription by Anton Höger. “Cantus overtopped.”
New Historical Survey, Part 2f1, p. 57
Giovanni Bassano, Concerti (1599), no. 5 “Viri sancti gloriosam” 
Source: IMSLP; digital facsimile from MIBM (Bologna). 
Mixolydian mode, ambitus D4-D5 with frequent extensions to E5, melodic activity mostly in 
the upper fifth G4-D5. Cadence in mid-register (circled), followed by “cantus discantus” ending 
on ^5 (D5). 
Bass for the ending:
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Floriano Canale, Canzoni da sonare a 4 et 8 voci (1600c).  
Modern notation by Allen Garvin. 
“La Gambara” 
An upper-register cadence reached through an octave leap closes the first section.
In the final section, piling on of a short motive eventually turns into the final, upper-register 
cadence.
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“La Fenarola” 
Final section, very similar to that of “La Gambara.”
New Historical Survey, Part 2f1, p. 60
“La Bevilacqua à 8” 
Beginning. Ending on the next page.
New Historical Survey, Part 2f1, p. 61
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Antonio Cifra, Madrigali a cinque voci, Libro 2 (1608) 
Source: IMSLP; digital facsimile from Gallica (Bibliothèque nationale de France) 
“Deh Tirsi anima mea” 
Once-transposed Ionian, ambitus C4-C5 with extension to D5; final cadence is to C, not F: 
upper-register on C5.
New Historical Survey, Part 2f1, p. 63
Arcangelo Crotti, Concerti Ecclesiastici (1608) 
Source: IMSLP; digital facsimile from MIBM (Bologna). 
“Ego dormio” 
Dorian mode, extension to E5; upper-register final cadence.
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“Duo seraphim” 
Dorian mode with 
extensions to F5. 
Beginning of cantus 1 
with upper-register 
cadence. 
Final lines of cantus 1 
with expressive 
highpoint (F5) and 
cadence from above. 
Final lines of cantus 2:
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Vincenti, publ., Parnassus Musicus Ferdinandaeus (1615) 
Source: IMSLP; digital facsimile from MIBM (Bologna). 
Vincenzo Pellegrini, “Vulnerasti” 
Alto and bass score. Ending, with an internal mid-register cadence on D4 (boxed), then upper-
register structural cadence on G4 (circled), with “coda” following, thus “end before the end.”
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Galeazzo Sirena, “O amantissime” 
Beginning (2 lines) and ending (7 lines). Multiple upper-register cadences on several different 
degrees. The first (circled in line 1) is mid-register on A4, the second and third are on D5. In 
the seven ending lines, the cadence are (circled, in order) to F5, D5, E5 (!), B4 (!), E5, and E5. If 
this had been written with a one-sharp key signature (the common signatures by the mid-17th 
century were one flat, two flats, or one sharp), the mode would clearly be the one-sharp 
transposition of Aeolian (or what would later be transposing from A minor to E minor).
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Ignazio Donati, Concerti Ecclesiastici (1618) 
Source: IMSLP; digital facsimile from MIBM (Bologna).
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Girolamo Diruta, Seconda Parte del Transilvano, Primo Libro (1622).  
Modern notation by Pierre Gouin. 
Ricercar no. 1
Girolamo Diruta, Seconda Parte del Transilvano, Terzo Libro (1622).  
Modern notation by Pierre Gouin. 
Ricercar no. 1 
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Girolamo Diruta, Seconda Parte del Transilvano, Libro Primo (1622). 
Score source: Bibliothèque nationale de France 
Soprano diminutions of an ascending phrase. 
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Girolamo Diruta, Seconda Parte del Transilvano, Libro Secondo (1622) 
Diminution examples over the “Ut, Re, Mi” hexachord. Example continues on the next page. 
At the bottom is the hexachord (soggetto), above it are five different counterpoints, all of 
which eventually end in the upper register (the cadence between contrapunto and soggetto 
thus being the cadenza perfetta, here as D3-B4 to C3-C5).  
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(Diruta, Seconda Parte del Transilvano)  Luccaso Luzzaschi, Ricercar a4 in the first mode 
Beginning and ending. The 6-8 cadence is between the cantus and tenor (note that clefs for 
alto and tenor have been mistakenly flipped in the ending system).
New Historical Survey, Part 2f1, p. 72
(Diruta, Seconda Parte del Transilvano)  Gabriel Batorini, Ricercar a4 in the ninth mode 
New Historical Survey, Part 2f1, p. 73
Diruta, Seconda Parte del Transilvano, Examples of modes and transpositions 
The model is the first system, a bicinium for cantus and tenor. The mode is Ionian, the 
cantus ambitus is C4-C5, and the cadence is to the latter. 
New Historical Survey, Part 2f1, p. 74
§4. Vocal music, additional titles 1601-1648  
Jean de Castro, Chansons, sonets, stanses et epigrammes a deux parties, Livre 1 (1610) 
Score source unknown. 
“Amour ingrat me lache,” second part
“Ie serois un grand sot,” second part 
New Historical Survey, Part 2f1, p. 75
“Ie serois un grand sot,” fourth part 
“Ie serois un grand sot,” sixth part 
New Historical Survey, Part 2f1, p. 76
“Qu’est-ce mon coeur,” first and third parts. 
New Historical Survey, Part 2f1, p. 77
Jean de Castro, Chansons, sonets, stanses et epigrammes a deux parties, Livre 2 (1610) 
“M’amour quand ie m’efforce,” third part.
“Las ou fuis tu,” second part. 
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“De me faire la guerre,” first part. 
In the final cadence, ficta is obviously assumed (the tenor part has A3 at this point).
New Historical Survey, Part 2f1, p. 79
Adriano Banchieri, Il Virtuoso Ritrovo (1626) 
Modern notation by Lorenzo Girodo. 
No. 7 madrigal “Cor mio”  
The entire score is here (on three pages). Despite remarkable figures in the modern operatic 
style—a few of which are circled on the first page—and after a tortuous ascent to a cadence 
on D5 (but where that final note is missing) in bars 23 ff., two later cadences to D5, including 
the final one, are clear and direct. 
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no. 12 aria del Gan Duca 
The end of the aria is given on the next page. It also has an upper-register final cadence, but 
where ^8 is reached from above (so, G5 to F5).
New Historical Survey, Part 2f1, p. 83
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Tarquinio Merula, Concerti Spirituali, book 2 (1628)  
Modern notation by Lorenzo Girodo. 
[18] “Pulchra facie” a Canto, Tenore, & Basso 
The ending is shown on the next page. 
The variety of cadences—to G, A, and D before the last one to C—is not unusual for the 
Ionian mode, even in the 16th century.
New Historical Survey, Part 2f1, p. 85
As we have seen in many instances earlier, it is common to find several repetitions of a final 
upper-register cadence, but a prior cadence that sits above the final one is rare: cadence to D5 
but then a close on C5—both cadences boxed.
New Historical Survey, Part 2f1, p. 86
[24] “Ego flos campi” a Canto, & Basso con doi Violini 
One or two violins as discant to a voice part (or to a vocal ensemble) is one of the hallmarks 
of music after 1650, but can sometimes be found earlier, as here. The two typical ways 
cadences are treated can be seen in this concertato motet. The intermediate cadence around 
bar 60 (boxed below) has the cadenza perfetta between the voice and violin 1, though more 
commonly the voice takes ^2-^1 and the violin ^7-^8.  See also the next page (“cantus 
discantus”).
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The other common treatment of the voice and violin(s) relationship. At the end, violin 1 is 
“cantus discantus” and focuses on ^5, ending on C6, while the clausula pair is given to violin 
2 and the voice.
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Claudia Francesca Rusca, Sacri concerti (1630).  
Modern notation by Lorenzo Girodo. 
1 “Salve Regina.”   Beginning for reference: 
Ending, with diminutions for “et gaudium meum” (“and my joy”), including an 
ascending cadence gesture.
New Historical Survey, Part 2f1, p. 89
4 “Veni sponsa” 
Even more striking than the preceding example, a set of diminutions proceeding through a full 
octave for the final “alleluia.”
New Historical Survey, Part 2f1, p. 90
12 “Jubilate” 
The entire score is reproduced on three pages as an extended example of the discant character 
of the violin part (or flute, as indicated). The violin sometimes acts in a ritornello manner, at 
other times accompanies vocal phrases. The upper-register cadence in the introduction (bars 
5-7) is an approach from above and an example of “cantus takes ^3 rather than ^1.” This 
cadence is repeated, with a vocal “alleluia,” to end the motet.
New Historical Survey, Part 2f1, p. 91
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New Historical Survey, Part 2f1, p. 93
13 “Hic accipiet” 
The opening section, with two cadences to A4 and one to D5. 
The ending of the piece is shown on the next page.
New Historical Survey, Part 2f1, p. 94
A structural cadence (ending the main text) is to D5 in bars 51-53. After that, a section of 
“alleluias” repeatedly cadence to D5, including in the final bars (D5 in the second violin).
New Historical Survey, Part 2f1, p. 95
no. 14 “Gaudete” 
The first example continues on the next page. The introduction starts and ends with G5. When 
the voices finish their first lines of text, the introduction is restated against the vocal 
“alleluias” (bars 19 ff.). We saw this same device at the end of no. 12 (“Jubilate”). The 
introduction music reappears in ritornello fashion at bar 43—see the bottom of the next page
—and again with the “alleluias” at the end of the piece (bars 64 ff.—see two pages below).
New Historical Survey, Part 2f1, p. 96
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no. 15 “Cantate” 
The violin’s final passage was used once before against “alleluias” ending the first verse (bars 37 
ff.). Other than these two places, the violin’s register is kept unusually low, mostly in the fifth 
G4-D5.
New Historical Survey, Part 2f1, p. 99
23 “Ave virginum” 
The beginning of this double-choir motet is given on this page; the ending (bars 57-68) is on the 
following two pages. The mode is Dorian; the two cadences in the opening primo-choro 
section are both ascending upper register events, as are three successive cadences at the end of 
the motet (bars 59, 63, and 68).
New Historical Survey, Part 2f1, p. 100
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30 “Gloria” 
In this brief piece, there are three ascending upper-register cadences to D5, including the final 
one:
New Historical Survey, Part 2f1, p. 103
Johannes Staden, Hertzen-trosts-musica (1630) 
Score source: Bayerische Staatsbibliothek. 
From the title page: Canon, the topmost of three overlaid on a large image of the Cross.
My notation of same:
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Denis Macé, Cantiques spirituels (1639) 
Source: IMSLP; digital facsimile from Gallica (Bibliothèque nationale de France) 
For the six devotional songs I have included here, the entire voice part is shown; for four of 
the songs, also the bass for the final line or two. For all, the vocal formula in the final phrase 
is a scalar ascent that overshoots to ^9 before closing on ^8. 
“En fin, mortel, il fait mourir”
New Historical Survey, Part 2f1, p. 105
“Employ des esprits bien-heureux”
New Historical Survey, Part 2f1, p. 106
“Quelle bouche pourroit” 
New Historical Survey, Part 2f1, p. 107
“Fidelles conducteurs”
New Historical Survey, Part 2f1, p. 108
“Il ne m’appartient pas” 
“Si par vostre douceur”
New Historical Survey, Part 2f1, p. 109
Tarquinio Merula, Pegaso, op. XI, Libro 3 (1640) 
Modern notation by Lorenzo Girodo. 
no. 14 “Confitebor” 
The ground is circled. Some upper-register cadences are boxed.
New Historical Survey, Part 2f1, p. 110
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no. 15 “Laudate” 
A concertato motet in the Phrygian mode. The final 30 bars are reproduced. A cadence to A is 
boxed in bars 92-93. In Phrygian, the common cadences are to E, A, and C. The latter induces 
a striking cadence to C6—see the circled passage starting in bar 105.
New Historical Survey, Part 2f1, p. 112
At the end, the first violin more or less duplicates that earlier passage and cadence, but this 
time to a different effect, as the cadence is Phrygian: iv–I.
New Historical Survey, Part 2f1, p. 113
Ambrosius Profe, compiler, Geistlicher Concerten und Harmonien, Theil 1 (1641)  
Source: IMSLP; digital facsimile from Jagellonian University (Poland) 
no. 1 “Domino probasti me” (“Was soll ich thun”) 
A solo motet, its once-transposed Ionian mode clearly defined at the outset (box) and 
reinforced in the cadence to F3 that ends the first section (circled in the fourth system). At the 
end (see the next page) an extraordinary series of scales as diminutions carries the voice over 
two lines to an upper-register cadence on F4.
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no. 19 Alexandro Grandi, “Date Nomini”  (“Singet dem Herrn”) 
Now familiar focus on the upper 
register in the Sinfonia.
For reference, the 
beginning of the alto part.
The end of the alto part. Notice 
the upper-register cadence to G4 
(boxed) and the indication to 
repeat the sinfonia in ritornello 
fashion.
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Ambrosius Profe, compiler, Geistlicher Concerten und Harmonien, Theil 2 (1641) 
  
no. 6 Giacomo Arigoni, “O Sponsa” (an internal alleluia) 
The entire alto solo part for a 
motet. This is my one example 
of an internal cadence that is 
not eventually followed by an 
upper-register final cadence. 
It’s of interest because it sets 
the triple-meter “resurrexit”—
triple-meter passages often are 
used for joyful expressions 
such as “alleluia,” “laudate,” 
and the like.
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no. 14 Giovanni Battista Chinelli, “O dulcis amor Jesu” 
The complete cantus 
part for this motet (for 
cantus and tenor). I have 
circled what could be 
called the structural 
cadence (to D4) on the 
basis of the text, which 
finishes here and whose 
final lines are repeated 
to the end, where a 
strong ascent leads to an 
upper-register cadence 
on D5. 
This is one of those 
cases where a perfect 
balance is obtained 
between main section 
and “coda.”
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Giovanni Felice Sances, Motetti op. 4 (1642).  
Modern notation by Lorenzo Girodo. 
No. 5 “Honestum fecit illum Dominus” 
The opening for reference:
A well-defined internal cadence to D4. As in Chinelli’s “O dulcis amor Jesu,” this could be called 
the structural cadence because it is followed by 20 bars of “alleluias.”
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Two final “alleluias,” 
the second an echo of 
the first, bring 
ascending upper-
register cadences.
New Historical Survey, Part 2f1, p. 120
Andreas Hammerschmidt selected from DdT (1640s?) 
  
“Eile mich zu erretten” 
An internal cadence—two, actually, the first to D5, the second to A4—as counter-
example.”Hochgelobt” (highly praised) is expressed directly through high long notes in 
cantus 1, F5 and G5. 
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At the end, upper-register cadences to D5, the first two with F5 as an expressive highpoint.
New Historical Survey, Part 2f1, p. 122
Andreas Hammerschmidt, musicalische Andachten (1642) 
Modern notation by Klaas Spijker. 
no. 6: “Wohl dem der den Herren furchtet” 
A concertato motet for soprano solo, two violins, and continuo. The design is: 
Symphonia 1 
A1 
   “Wohl dem, der den Herren fürchtet” 
Symphonia 2 (on the vocal motive of “Wohl dem”) 
A2 
   “Wohl dem, der den Herren fürchtet, der grosse Lust hat zu seinen Geboten;” 
B 
   “des Same wird gewaltig sein auf Erden, 
     das Geschlechte der Frommen wird gesegnet sein.” 
Symphonia 2 reprise and reprise of A2 
C 
   “Reichtum und die Fülle wird in ihrem Hause sein, 
     und ihre Gerechtigkeit bleibet ewiglich.” 
Symphonia 2 reprise and reprise of A2 
A curiosity of this design is that the opening Symphonia has no connection to the melodic 
materials of the motet that follows. 
On the next page, see section A2. A cadence to D is circled, and the closing cadence to G is 
boxed, the first violin going to G5 as the voice comes down to G4. 
Two pages down, see the first instance of Symphonia 2 reprise and reprise of A2. This time 
both cadences are to G and it is the second violin that takes G5. 
Three and four pages down are section C and the second instance of Symphonia 2 reprise 
and reprise of A2.
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(Symphonia 2, end, and section A2)
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(Symphonia 2 reprise and reprise of A2)
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(Section C; Symphonia 2 reprise and reprise of A2. Example continues on the next page.)
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Andreas Hammerschmidt, musicalische Andachten (1642) 
Score source: Sächsische Landesbibliothek in Dresden. 
no. 9: “Das ist der Tag” 
A similarly constructed motet for tenor solo, two violins, and continuo. Here is the entire first 
violin part. Note repeated cadences rising to A5, including the ending (on the next page, 
where I have added the tenor’s ending lines for reference: in the cadenza perfetta, the tenor 
takes ^2-^1 as B3-A3 and the violin ^7-^8 as G#5-A5). 
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Voice, final lines:
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no. 30: “Preise Jerusalem” 
A motet for soprano and bass, two violins, and continuo. The entire first violin part is given 
here.
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Andreas Hammerschmidt, Dialogi (1645) 
Score source: D. T. Ö. 
Dialogi 13 
The Symphonia is effectively separate from the motet—it is repeated between verses but 
there is no motivic connection between voices (soprano and tenor) and the instrumental 
section. The violins do not participate in the vocal sections.
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Dialogi 19 
Similar to the preceding, but there are no indications for repetition of the Symphonia. 
Example continues on the next page. 
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